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Even today, many decades after the heyday of 
Hollywood portraits, these iconic images still fascinate 
countless people: movie lovers, connoisseurs of 
beautiful women and handsome men, and, of course, 
photographers. As far as we are aware, however, no 
book has hitherto attempted to analyze the lighting 
that was used for specific Hollywood portraits. There 
have been plenty of books of portraits and books 
about the stars and books about portrai 


ing; but 
the three strands have nor been drawn together. 

ив, of course, next to impossible to reconstruct 
exactly how a particular shot wa 
ago. We ძი ი 
Indeed, there were өсе 


t perhaps 70 years 


Jim enfallibilicy or anything like it 
y when we could not agree 


urslves on exactly how a particular picture 
IM. We do, however, believe that our analyses are 
will find 


so that anyone reading this 


Hollywood-style portraits. The reader should also be 
bener able to understand what cannot readily be repli 


very heavy Hollywood reliance on retouching. In the 


course of explaining all this, we hope that we may also 
dispel some of the myths and misundertandings 
surrounding the technical aspects of these portraits. 


The vast majority of contempor 


les about the stars were, of course, written to bolster 
the myths behind the mages, so the pictures were often 
described as unretouched and without make-up: This 

as most studios 


may occasionally have been true 
‘employed many more retouchers than photographers, 
it clearly was the exception rather than the rule. Nor 
should one ignore the fact that lighting plots may 
sometimes have been guarded as a trade secret or the 
simple truth that many photographers then and now, 
take a malicious delight in misleading the technically 
ignorant, just for the fun of it. Although it is true that 


поз x 24 თ) теты 
en aos an 
Tu porn ones бей тыўкы at 


plenty of photographe purport to show the lighting 


either for a movie set or for a still, when it is possible 

ompare the picture of che lighting set-up abd the 
final image, ir is often abundantly clear that the setup. 
illustrated bore no relationship to the actual lighting 
used; all contemporary illustrations νο 
should be treated with some reserve. 

This is, however, part of the fun of re-creating the 
Hollywood look today. There is an element of detec- 
tive work in it; a certain radar is needed for detecting 
wilfully misleading or ill 
‘or modern; and there is no substitute, once you think 
you have understood what is, needed, for actually 
trying it for yourself. We hope that this book will make 


your quest easier. 


ormed statements ancient 


INTRODUCTION 


CAMERAS, LENSES, FILM, AND RETOUCHING 


to control or predict: i is easiest to control when working same-size 
ов a big ground glass. Another reason for the ‘glow’ was that 
The classic camera for a Hollywood portrait in the 1930s and 1940s uncoated lenses are ary This lightens shadows and can also mimic 
was 8 x 10 in. (20.3 x 254 em), typically Ansco, though Kodak and true sof 


marques were also used, and reduci 


focus. After World War II anti-reflection coating became 
acks were often used on all bat univenal, tho 


some photographers stuck to their uncoar 


11 x 14 in, (28 x 35.5 cm) and still large 


cameras. As late as the eve <d lenses because 


οἱ World War I there were still many who reckoned that a 


ey considered coated lenses Чоо sharp! or 


ment from 4x 5 in. (10 x 12.5 cm) would show markedly ind 


and sharpness to an 8 x 10 in. contact print. They sem to haw Film and Development 


right: in the 1910s and 1920s, Ax 64 аЛ? x 16.5 0 In about 1931 Eastman Kodak introduced Eastman Super Sensitive 


was popular, and the pictures do not stand и wel, though Panchromatic Film, known ло as SS Pan. This soon 


primitive ру 


nda developers may have со ilywood studios, as its 


Even in 8 x 10 in. however, photographer mot render red lips so dark 


nbers of pictures in a session, a minimum pee XX, with still better red sensitization, 


many more. They also kept obvious failures. Е le, Jean in general in the іне 1930s, Биг it was still rated 


ი light than to daylight: insofar as comparisons 
ISO 80 and 100 respectively, Wit 


all of these 


he photographer or MGM, might have thrown the "s halatıo = the tendency for a halo to form around light SOURCES mod nr ва паран οἱ HCH Sr 
but they didn't. There are во plent ` » Жейм = was more marked han with modern films Vigen Soy kgl rue ba yo 
of focus is some distance from where it should be. Οἱ 930s films and plates were often underexposed 19k m mony of pate б би Bok ხარო: 
thousands of pictures we went through for this book, a surprising . Ser standards rein in thin, conri тетра се y ne onda 


nical failures by a critical modern 


photographer. Leia cameras w | ავა 


used in Hollywood as early as 1932 or so, and after the war 4 x $ egative in the above righ 


| 
Lenses Retouching 
podtively than ia posible wich shorter za an 8 x 10 in, negative for contact printing and not too diff adr oe Og кенені 
the lens data on Hurrell's camera, a 4 x $ in. negative for enlargement, but next to impossible on x 
pres ЫЕ fl. The | peach, badge везна λε 
το παρω Wik change o e ο cri ork deo ad asi 
Caren aya ofthe movi tthe eve of Wold War nd aded in medi жш Е АКИ 
twentieth century, or late in the centh century. | Retouching on 8 x 10 in. negatives is actually easi- 


INTRODUCTION 


POSES, PROPS, AND MAKE-UP 


4 By and large, portraiture with 8 x 10 in. Cameras requires poses thar 


are easy to hold. This is because there is a long gap between focus 


and taking the picture. After fost 


i and composing the picture, the 


photographer e shorter, insert the film 


der, pull the 


Perhaps the mos e ered prop is one of the u 
so stick. Cigarettes also solve the perennial 
Then to remember when dealing with all other props 
The first can be p ifthe ph wants w . 
= Many people today cana a cigas „ 


INTRODUCTION 


it he would have been happier holding his revolver ar arm's length 
with a pair of tongs. The most successful portraits make ue of some 


thatthe photographer has already noticed to be characteristic 
of the sub 


+ a favorite bangle perhaps, or eyeglasses (even a mon 


ed Hollywood portraits, too, are under 
mined by anschronisms: a digital watch, 


Shabbinew is particularly apparent 


y attention is distracted by 


* dominating the subject, 


the photographers, swear that no make-up was used. 


This may have been true sometimes, but: most of the time it 


is clearly untrue. We believe that sometimes they were simply lying la 


order to preserve tbe myth that the stars were perfect and that on 


other occasions they did not count street” make-up as make-up at al. 


In many pictures, use has clearly been made, at the very least, 


transparent powder to kill highlights, and it i» posible that а lite 
rouge was used ng. Å 
wearing eye make-up, even И no other make-up is apparent, although 


x invariably, 109, the women were 


sha 


fairness, foundation ('paneake') is rarely used. It also seems 
«unlikely that many of the female stars could have mustered the 
kind of eyelashes that appear in so many pictures unless they had 


ota Ка Cara, en w აე Jones It 


There is, however, the point that very heavy 
retouching may have been easier on un-made-up 


faces, and there are even 2 couple of references 
то oiling the skin for photography — exactly the 
opposite of what any modern photographer would 
normally ძი. 


LIGHTING BASICS 


In the carly days of movies, and often throu 
the 1930s and 1940s, movie studio lighting was 
used for portraiture: big Mole Richardsons and 
Kliegs Some of these were massive: spots a yard 
across were not unknown. There was a whole 
vocabulary ი 


these lights Чак” or inky dakiev 
were small focusing spots; ‘kegs’ were barrel 


shaped spots, typically SOOW ча 


lights were big, 
rectangular lights similar to those in the picture on 


Unfortunately, the vocabulary was not en 


standardized. 


ი, too, the names of particular 
manufacturers” individual lights were used as 
generic terms, sometimes to the chagrin of the man- 
facturers. Descriptions of power (in kW) were, 
however, quite standard: a "2K" is 2 kilowatts, ‘SK’ 
5 kilowatts and so forth. The biggest lamps in com 
mon ше were 10K. Even after sil lighting became 
divorced from movie lighting, focusing spots remained a very popular 
way of lighting portraits. These were almost all Fresnel spots with a 
leas in front of the lamp, rather than the 


mon today, when the focusing effect is varied by moving the lamp rel- 


ative to a reflector. 


Lighting Distances 
Because movie lights were so enormously powerful, they were often 
used at quite large distances in order to avoid f 


ing the subjects, and 


Klicg eye (in effect sunburn of the retina caused by the very high UV 
content of carbon ates) was a recognized hazard of early movie acting. 
The extremely high UV с 


tant, as it meant that 


ent of carbon-arc lights was quite impo 
unfiltered exposure was disproportionately 


made by blue and violet light, rendering lips dark and making rosy 


ore conventional tungsten lighting was used, working distances 
were smaller, but they may still have been greater than is regarded 


as normal today: by the end of the twentieth cent 


төге willing to have huge lights very close 


casier to work with close lights than with distant ones, because the 
effects change more rapidly, but there эге some techniques such as very 
hard shadows, that require either special projection spots or greater 
working distances. 


Booms 
Supporting lights on booms’ or cantilevers was a 
common way to light from overhead or almost overhead, 
and some photographers used two, three, ог even more 
boom lights or bung therr l 


их from permanent overhead 


fanngs, as on a movie stage. It can be difficult to duplicate 


this εἰ 


t without booms, as the lighting stands will 
appear in the picture. Unfortunately, a conventional boom 


is around 10 ft (3 m) long, so to use a couple of boom 


lights at a yard (1 m) apart, at least with any degree 

f ease, the studio needs to be at least 16 Е (5 m) wide, 

and preferably 20 f (6 m) wide. И also needs to be high: 

å minimum ceiling height of around 10 ft (3 m) and 
ferably 13 6 4 m) or more. 


Feathering 
Very often, though far from invariably, movie sills were 
mot made with spot 

К = 
somewhat, and the edge of the light beam was used, а 


ghs focused tightly and shining 


iy onto the subject. Rather, the spot was de 


technique known as ‘feathering: 


Lighting Ratios 

The lighting ratio is most simply defined as the ratio of the 
key light to the fill light. In other words, if there а key 
lit com 


ng from camera left and а ВИ coming from the 
direction of the camera, the left-hand side of the subject 
will be more brightly M than the right-hand side. If there 
is three times as much light falling on the left-hand side as 
fon the right-hand side, the lighting ratio is 3:1. A wide 
variety of lighting ratios will be found in this book. The important 
light falling on the subject, so unless the key and fill are diametrically 
opposed, it is not possible to measure lighting ratios by turning the 


realize is that the lighting ratio refers to the total amount of 


lights on alternately. Some photographers actually measure lighting 
ratios using either a lat receptor incident light meter or by taking a 
reading off a gray card, while others judge the ratios by eye. 


Brightness Ranges 
The brightness range is quite different from the lighting ratio. I is the 
st part of the subject to the darkest, but it is com- 


stages, There is 
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INTRODUCTION 


the brightness range of the 


სდია! subject the brightness range ot 


the ima ind glass; the brightness range recorded on the 


negative; and the brightness range 


H 


ing ratio, possibi 


რთ ht with a ნინ Pe 


აკ ght 


1 a subject brightness range of 64:1 or more. 


LIGHTING BASICS 
OS 


Egg crates are grids of slats, somewhat resembling 


Bot the uncoated lenses of the day would reduce a 64:1 brightness remains in use to this day. First, there are the uses an egg crate. They are used to make the light from 
ratio by 1 or 2 stops, to 32:1 or even 16:1. Fairly ло which the lights аге put: key, БІ, effects, and а broad, soft source more directional The modern 
would then lose а fair amount of shadow background. Then there are the ways in which "honeycomb grid’ for electronic flash uses exactly 
inky and “empty.” Finally, the papers of the era before We lights are modified, to make them harder or softer, the same principle, 

often had brightness ranges that were very short by mode or το shade off parts of the subject. In color there 

standards the brightest hig be peint was commonly ar is also the question of ‘gels! (pronounced tells, = Snoots ate conical or cylindrical tubes, mounted in 
40 times brighter than the darkest shadow. Today, at last 100x from ‘gelatine although they are now front ofthe lamp, that are used to limit the atea lit: 
would be regarded as normal, partly as a result of brighter white, typically made from acetate). These are used to 

but principally ule of blacker blacks modify the color of the lights and they do not Flags or French flags are sheets of opaque materi- 


Tungsten versus Flash 


affect us bere. 


al, used το shade or Вар off" areas of the subject. 
зо that the light from a particular lamp does not 


Con v tungsten lighting will make it much easier to lg Key lights сам the principal shadow. Where there fall fall on them. They may aso he sed to shade 
μες, formulaic s eril alo known as Para are conflicting shadows = as there often ate in the camera lens to prevent fate. The term ‘gobo’ fv 
92-93) and Focus give an effect, å Hollywood portraits = the light that determines used instead of flags by some photographers. 
το the light, г plate with conventional lect the shadows on the face is taken as the key. 
de Hash, even so 1 flashes are availa κ опет» are long, thin fingershaped flaps: 
cobbled together. Alth ή Fil lights, as their name suggests, fll in the shad- 
with a single light, access spot and ‘ows so that they are more or less "open" and not Cookies are flags with holes, typically used 
light makes it possible o do a great deal more. The о empty or inky. to project a dappled light on a background. 
ing for which electronic flash i clearly superior в very soft h Cookie is allegedly an abbreviation of часок 
when an umbrella or (much better) a soft box beats anything you can Kickers, also known now as effects or FX lights, but equally "cucaloriv may he a back-formation 
ძი with tungsten and is, in addition, more comfortable for the w ме used to light specific areas. The haie light is from cookie, from which holes appear to have 
perhaps the most widely used effects light: others been cut with a cookie cutter Then there are those 
Shadows may be used for jewelry, for example, or to bring who say that the word is 'cucalorum" or ‘cocalo 
In most varieties of portraiture, double oc “crossed” shadows are ‘out details in a fur. The distinction between kick- rum.’ Some photographers cll cookies "gobos" 
any student on a craftoriented photographic course rs and fill lights can sometimes be hard to make 
fail the basic examinations if he or she turned in portraits with in Hollywood portrait. ¡Scrims are diffusers made of wire mesh oe fabric to 


Background lights, logically enough, light the 
background, although this may also be lit with 
spil from other lights. 


Any of the above lights may be modified in a 
number of ways. Some of the more common terms 
are listed here: 


soften a light, 


Fingers are Jong, thin crime, like a serim version 
pe 


Dots are small round seri, about 3 in. (755 em) 
in diameter. Quite often two are used together to 
стене shaped shadows, particularly to shade the 
shoulder nearer the camera. 


vain v på P nive Barn doors are doors mounted იი the front of a 
= want to see a picture with lots of თ g shadow light. They are partially opened or closed to con: Targets are bigger dots, about 8 in. (20 cm) in 
ვა w сн, graphers of u trol the arca lit by that lamp: diameter. They are also known as VIII. 
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photographs looked good. In other words; it is not 
good enough today to equal the Hollywood mas- 
ters: we must surpass them, at least in this respect. 


RE-CREATING THE 
HOLLYWOOD LOOK 


There are certain ground rules that can give any 
portrait å Hollywood flavor. Poses are an obvious 
ი easy-to-hold poses 


example: even if you don't ne 


for the same reasons that the old Hollywood 
роптайім» did, they are still a part of the 
Hollywood look. So are cigarettes, though as noted 
оп page 10, the subject must be able to hold them 

ingly. The same is true of guns for the 

ok. Make-up, hair, clothes, and jewel 
ay should either be timeless or as close as possible 


gh gay 


о 19305 and 1940s originals. 
к 
თი, bland, seamless paper and mottled fabric 


p backgrounds simple bot don't use mod: 


backgrounds, Use pools of light, or dramatic shad 


‘ows, or cookies, to add interest. Remember, 


though, that in Hollywood, things are not always 


The мн Небо per we епа Arc in the image 
умны wam Pa nen Ы адиси пач 14 must be a cardboard cutout, not a real shadow at all 

e ре by Mart Carn 193 o Ол, 
ОИК amies had any - so keep exposures short, but do not skimp on develop 


what they seem: the чадо 


Don't worry about shadow det 


ollywood portraits rarely 


ment. This is the exact opposite of most modern advice, which is to 
expose generously and curtail development. 

After this, the easiest way to recreate the Hollywood look is to 
ია! Hollywood 


photographers worked: se an 8 x 10 in. camera and long, fast, uncoat- 


work as closely as possible to the way that the o 


<d lenses. This need not be as expensive as you might think. Fewer and 
fewer professional today use 8 x 10 in. cameras, зо old, second-hand 


monorails can 


τ be found at the same sort of price as å decent new 


35 mm compact or a mid-range digital camera. Old lenses are harder 
te find, but when you do find them, they ate rarely expensive. Then 


you need a shutter, but once again, venerable frontof ens shutters do 


mot cost much: a lens and shatter together need cost no more than a 


‘Once you have th 


and shutter, all you need is an 8 x 10 in. film holder, some film, some 


where dark to load and process the film; and a big, solid tripod. 


T perra edd II) 


M you reject this approach, you will have to resort to fudging and 
faking. To begin with, you need to light more softly, ro compensate 
for the lower flare of modern, coated lenses: lighting ratios should 
rarely exceed 8:1 (3 stops), even for dramatic character portraits, and 
4:1 (2 stops) ог less may be advisable for sot, romantic images. 
Lenses should be longer than "standard" but not enormously so: 
ven 90 mm may be longer than you need on 35 mm, and if you can 
ind something like the old 58 mm {1.4 manual-focus Nikkor you 
may be amazed at how suitable it is. On 645 and 6 x 6 cm go for 100 
or 110 mm if you can; on 6 x 7 cm something like 127 mm or at most 


150 mm; and om 4 x Sin. no more than 210 mm. Soft focus is tricky, 
even on 6 x 7 cm; on anything smaller the effect may be pleasing, but 
it won't look like Hollywood, 

To keep depth of field shallow, the smaller the format, the wider 
the aperture at which you should work. On 35 mm a 58 mm 1.4 
could with advantage be used at full aperture. 

Use the biggest format you can and, preferably, a slow film as 
well. On the other hand, Hford's XP2 Super (ISO 400) is a good bet, 
even in 35 mm, as it offers very fine grain with a softness of texture 
that is reminiscent of a larger format. With his film, do not curtail 
exposure too much or grain will be bigger than at the nominal speed. 
For the classic Hollywood look you only want an 8 x 10 in, enlarge 
ment, which is, after all, the same size as a contact print. 

Tiling. the camera sideways, to add ‘dynamism,’ is a classic 
Hollywood trick, although this can be interest 
with a medium-format camera that has a ман ехе! finder. 


if you are working 


А very weak blue filter = the pales blue you can buy = will give a 
color response that is closer to the films of the 1930s, while a 


ger blue filter will give a color response closer to 1920s ortho 


emulsions, though results without 
practice and more practice = and of look 


ing closely at pictures and thinking hard. You can apply the same tech- 


are also likely to be acceptable 
After this, it a matter 


niques of analysis when you see å picture you particularly admire 
Look at the highlights and (particularly) at the shadows: these should 
enable you to work out the direction of the light and whether it was 
hard or soft. Once you have formed the habit of analyzing pictures, 
and once you have had а little success with blatantly 

fightin 

that m 


formulaic 1940 


you will be well placed to produce Hollywood-style portraits 
ht even = dare we say it — be better than many in this book: 
Finally, a note on the drawings that accompany the descriptions: 


these lighting plots are intended as an aid to help you visualize rough 
ly where the lights are and should not be taken as definitive. Without 
the accompanying text, they are of limited use only, and the ultimate 
authority should always be your own analysis and experimentation, 
hemselven 
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GENESIS 


1930 AND EARLIER 


Many moviestar portraits from before the end of the 
1920s owe a clear debt to traditional, formal studio 
portraits, which had changed surprisingly litle 
since the 1870s. Others demonstrate the new 


Hollywood ethos: а freewheeling mixture of entrepre- 


urship; opportunism, and a willingness to try one's 
hand at anything, The best of the new Hollywood 


r 


20 


photographers revealed an unexpected genius; others 
were merely in the right place at the rig 

Happily for the publicists, the rise of the movies 
coincided with the rise of the photographically 


illustrated periodical. Illustrated journals were nothing. 
mew, but in the nineteenth century they had used 
engravings and even woodcuts, Now, phoromechanical 


3 


де fone e en de 
> 


reproduction meant that there were 
unparalleled opportunities for pro- 
moring these new чав? 
tographic portraits. 
Many carly star portraits were 
shot in New York, rather than 
Hollywood, because the stars had 
already learned to demand the best of 
everything, and the best photogia- 
phers (ог at least the best known, or 
atthe very least the most expensive) 
were in New York. In those pres 
line days, stars and executives, and 
even those most despised among the 
dicam merchants, the writers, shut- 
ted back and forth across the country 
by rail. 
The more traditional photos 
phen sill used daylight, with glass 
roofs and walls and complex system 
of Blinds, but Ља? (tanguen) 
electric lighting was becoming more 
popular. ln Hollywood carbon årer 
were more widely uscd, and “Ki eye 
чака recognized occupational hazard: 
was, in efec, sunburn of the retina, 
аме by the very high ulrosnolt 
‘content of carbon aro, of which Kleg 
was a major manufacturet 
Ortho films. (non-red sensitive 
were soll widely used, leading to 
тозу complexions. They were devel- 
oped im pyrosoda and similar 
formulations, so grain wav very 
ware indeed, Photoelectric exposure. meters were 
ΜΑΙ im the future although patents went back to 
1880, the fiw meter to achieve wide sales, the 
Rhamstine Electrophot, would not appear uni 1931, 
and the first Weston meter, the Universal 617, not 
шеші 1932. 
‘The smallest format in common use was half plate 


(4% x 6 inJ12.1 x 16.5 cm, though whole plats (6% 
x S i716 x 21.6 em) and х 10 in. were pencral- 
პა regarded as preferable. Still bigger sizes — sometimes. 
much bigger ~ were also used. Enlargements were 
quite properly regarded with deep suspicion, and com- 
tact printing was the accepted route to good quality- 


– 
атаа atm eden 
=> 
ανα τὰ gid Dei ay tn meet qu 
pluie en πω 
Of course, the 19303 were already foreshadowed in 
some of the work of the late 1920. Indeed, one of the 
fascination ofthe history of photography is the way 
in which, in the same decade, one photographer might 
reliure the work of hal a century later while 
Soother recalls the work of half a century ear This 
åra phenomenon that we shall see again and again 
throughout this book. 


GENESIS: 1930 AND EARLIER 


NINETY-FIVE PERCENT PUBLICITY 


Marion Davies 1897-1961 

Photographer: Campbell Studios, New York, 1919, attributed tentatively 
rnold Genthe 

Degree of вешу, Moderate (4 hes) 


Marion Douras described herself by saying, "With me, i was five per 
cent talent and ninety-five percent publicity? Such self-deprecati 

supports Charlie Chaplin's verdict that she was a natural comedian 

and could have been a маг in her own right, instead of the product 
of William Rando d hype. 

This portrait is very much in the romantic studio tradition, with 

painted backdrops something. sould have been taken with ease 

" nd with only slightly 

hy in a daylight studio of the 1880s. The most difficult 

today is the soft focus effect, which would have 

ith a purpose-built w lens, Ifthe - 

n cranked over to the limit. The big 


the fro 
ს 
‚mewhat abo on th mera axis. The 


to camera left, and kicker or effects 


BIRTH OF A STAR 
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THE SHEIK 


Rudolph Valentino 1895-1926 
apher: Ashey-Shaw, 1922 


Degree of dre: Fary өшу (2 სით) 


m 


ჩად was probably used t 
+ 

highlight 

be seen in the eye. 


mi di Valentina 


GENESIS: 1930 AND EARLIER 


THE IT GIRL 


Clara Bow 1905-65 
Photographer: Е R. Riches, 1927 
Degree of белку, Fairly easy ც highs) 


19205, the beautiful, 


who th 


ry with 
to be three lights here. The large key 


‚camera left and at about 
add the illumination 
hot" and matters are not 


GENESIS: 1930 AND EARLIER 


» 


GENESIS: 1930 AND EARLIER 


BEARDSLEY REVISITED 


Louise Brooks 1906-85 
RR 


GEORGE HURRELL 


George Hurrell (1904-92) was a perfect example of As for luck, he was in the right place at the right time. 


what can happen when genius and luck collide. Ar the age of 21, fresh from the Art Institute of 
Technically, his portraits can collapse if they are Chicago, he was commissioned to photograph 
subjected to close analysis. Double shadows abound; paintings at Laguna Beach, which was a favorite gath- 


ace for artists. He seems, however, to have had. 


highlights are frequently burned our, white from over- erin; 


portraiture. 
Ка friend of a friend 


Through the usual ი 


adequate attention to the sharpness of anythi 


except his subjects eyes. But it doesn't matter. Both of a friend, he på 


raphed Ramon Novan 


the immediate impact of his pictures and their longer- 1 Shearer saw the pictures. He pho 


in 1930 he was hired as chief 
Met 
iw hap 


term staying power are enormous. Hurrell did not just graphe 
ph 


aph his subjects the way that they wanted to sit photographer by the head 


hed them the way we want to Goldwyn-Mayer, Irving G. Thalberg, who 


remember them. This was his gen pened to be Shearer's husband, 


32 


III / 


Sn nen era ws 


‘vat ewan da mater vat pan 


The 1930s were Hurrelly golden decade, first with 
MGM, then on his own, and then with Warner Bros, 
жи whom he stayed until about 1942, when he joined 
the USAAF u 

the picture of Veronica Lake (above) dates from just 


“e his war service. After the war, the new style of 


Iywood portraiture - smaller cameras, les formal 

and the arrival of color = was not to his liking, 
and he spent a lot of time in New York shooting fash 
საი and advertisements, as well as running a ТУ pro- 
duction company in Cahfornia, Late in the 1950s he 
movie still, "retiring! in 1976 bur. 
portraits and some fashion 


ის before ხი death. 


shots antl sho 


From the point of view of cameras, materials, and 
darkroom technique, there is, in fact, not a great deal 
that one can learn from Hurrell there was nothing 
particularly unusual about any of them, For that 
matter, as has been already noted, his pictures 
sometimes reveal technical shortcomings И they 
«lovely. By studying his pictures, 
however, one can learn = or at last appreciate = bi 
instinctive awareness of the importance of lighting 
and the compositional skills of a true portraits. Skills 
such av thes are much rarer, and more valuable, than 
mere technical ability, and they illustrate well the 
old adage that “Talent does what it can: genius does 
what t must? 


are analysed თ 
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1930 AND EARLIER 


BULLETS AND BROWN EYES 


John Gilbert 1895-1936 
Photographer: Ruth Harriet Louise. 1929 
Degree of diffculey: Challenging (probably 4 bebe) 


ims, from about ten released in the same 


d Brown Eyes. This sums up his career 


s and the smouldering glance that were 
he period, but w seems that the 


hear his voice, 


derable initial impact 


stare and the big 
Ruth Hare 
«ded, and not to have used them part 


ave used rather 


е shadow on the back 


о camera right, creates the shadows on the nea 


14) and beside the nose. There is probably а fourth light on the hair, 


be explained by the light over the camera 


дот in the upper left of the 


ent and lit from behind, 


Sum 


DEADPAN 


Buster Keaton 1895-1966 
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og ay thes 
h by pt 
he 19 


spend it in New Y 


the better writers tende 


ახ mote marked than with modern 
on are remained in use when high 


е needed, or for point sources, hey were 


this time. Giant filament lampa were increas 


y, not only because 


the reduction of Kiet 


cause tbey were easier to turn on aod off 


y its enhanced red sensitivity meant ake the buzzing or ñzring noise of carbon. 


that it did not render гей lips as дай plexions av embarrassment when shooting 
rosy. Super XX, with will bet 
replaced SS Pan in the late 19 


as far as comparisons are possible, about ISO #0 and 100 did not need them, so technical quality ten 

respectively. With all of these typeof flm, halation the Ву now, retouchers were embedded in th 
and the doll with which they could ге 

ანაა hs impressive to this day, though 


orginal prints (and stil more, to original neg 


complexions 
you have 


of their les subtle handiwork can aho be clearly seen. 


“ 


| WANT TO BE LET ALONE 


THE THIRTIES 


LORD GREYSTOKE 


Johnny Weissmuller 1904-84 
Photographer: Not credited, c. 1931 
Degree οἱ беу: Moderate to hard (3 lighes) 


Peter John Weissmuller was an Olympic athlete whose first guest 
appearance in а movie was in 1929. After 1932 he played Tarzan so 
often that his name became almost synonymous with the role: he 
appeared in around a dozen Tarzan films. The print is marked 
Tarzan test 1931, and it might indeed be from the original seri 

test shots that landed ხათ the job. 

The soft focus and low key hark back to an earlier era. The pose 
isvery well done and hard to shoot well: awkward folds and creases 
could all too easily have shown up without highly skilled lighting and 
masterful use of shadows, and with a less superb physical specimen 
this would be even harder to reproduce. There is also considerable 
tisk of subject и of focus with such a pose. 

Much of what seems to be chance in this shot is almost certainly 
well planned. The left hand may seem unnecessarily brightly lit, for 
example, but cover и with your fingers and the balance of the picture 
is destroyed. The highlight on the knife at his belt is also very useful. 

There seem to be just three lights, The key is to camera left, at 
about 45 degrees to the camera-subject axis and quite high: look at 
the shadows of the eyes, nose, and lips, and on the left hand. This 
also explains the background shadow. Å fill, to camera right, pro- 
vides extra highlights and also fills the shadows, while the third light, 
to camera left and just behind the subject, is probably flagged off so 
that it does not light too much of his torso but still lights his head, 
right shoulder and right arm, 


å 


AA 


THE THIRTIES 


THE KING OF HOLLYWOOD 
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NOT THE GIRL NEXT DOOR 


Joan Crawford 1904-77 
Photographer: George Hurrell 1932 


Degree of сыну: Fairly easy (1 ight) 
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THE PLATINUM BLONDE 


Jean Harlow 1911-37 
Photographer: George Hurre 


192 


Degree of бешу. Not too dificult with cropping (4 bes) 


MRS THALBERG 
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WORKING ON THE CHAIN GANG 
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THE BEST WE HAVE 


Spencer Tracy 1900-67 
Photographer: Hal ჩარ. 1932 
Degree of dficuky. Moderate со hard (3 ხდით) 


იძ. 


vocal: "The g 


yet, the st 


times puzzle As be said to the press, 
‘Write anything you want about me. Make it up. Hell, I don't care 
His film career began in 1930 with Up the River, and he was stil 


able to attract an А 


Guess Who's Coming 


ка great deal o 


ot using the viewfinder of an SLR, during the expos 


The key isthe 
line, as evidens 
at something like 45 d 
high 

shadow behind his 


диз in the eyes, the shadows on the fingers, and the se 


Ж may be lit bs 


k. The curve of the 


from the key, or there may be a weak light, wi 


there may simply be a bounce 
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PURE AS THE DRIVEN SLUSH 


Tallulah Bankhead 1903-68 
chee, 1932 
culty: Fairly easy (4 мда) 


Photographer: 
Degree of 
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REGGIE THE FILM 


An Academy Award winner 


wprisingly litle re 
The insouciance o 
art and апи 

the 1940s, The cigarette smoke ი 
continuous lighting 
the feet still in this 


the same place 
rating along the lower edge 
wood negatives have deteri 
The key is almost directly above the camera-subject axis: look at 
the shadow of the ear Then there are three lights between the camera 
and the subject, as evidenced by the 
fill to camera right and two small 
left. The background is lit by a spo 
the evidence of the shadow on the bac 


t that it is another light 
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VIVE LA FRANCE 


Claudette Colbert 1903-96 
Photographer Irving Uippman.1933 
Der 
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A WING AND A PRAYER 
Toby Wing b. 1916 


Photographer: Wiliam Waling ი 1933 
Degree of всу: Fairy hard (4 рма) 


Martha Virginia Wing — concerning wi 
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СОМЕ UP AND SEE МЕ SOMETIME 


Mae West 1892-1980 
Photographer: E А. Richee, 1934 
Degree of dficuior Fary easy (2 hes) 


do 


but the version we have used becam 


The original line was "Why 


T you come up sometime and se 
stablished in the pub 


mind that Mae West herself star 


years = in that inimitable voice that always managed 


polite version of a double entendre. She is remembered as much for 
her wit and one lines as for ber he line °G what 
beautiful diamonds,’ სი her very first film (Night After Night, 1932 


the answered, 'G do with it, dearie. 
Many pi s е somewhat re 


silhouette ner to the 


a bevy of handsome young men: 


of you йом have t 
When pl 
over the head, at angles that w 


they were actually being worn. Thi 


Spencer Teacy' hat on page 57. 
and tightly constrained. The 


å very slight 
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PAID BY THE TEAR 


Sylvia Sidney 1910-99 
Photographer: E R. Riches, 1934 
Degree of бешу: Moderate (3 мне) 


Paramount paid me by the тез was how Sophia Kosow described 


said: "They always had me ironing somebody's shirt” She made her 


first movie (Through Different Eyes) in 1929 and continued there 
after for a very long time, even appearing in such films as Beetlejuice 
(1988) and Mars Attacks (1996 


For a shot like this, a flawless complexion is a major ase, 


თ 
a great deal can be done with make-up and even more can be done 


by a skilled retoucher. It would be very intere ry this so 

There seem to be two lights on Ms Sidney: the key, the ‘loop’ light 
to camera right (look ar the nose shadow, which gives th s 
name), and a fil alongside the camera at camera left, although it 5 
possible that there is no fill. There may be a third light on the hai 
but spill from the background would probably b en 


vide the highlights. 
The backer 
verit, probably with a single 


ost ph 


phers today 


would aim for a little tonal differentiation between th 


background, though its absence may be the result of this being a 


second: or third generation copy. 


TOP HAT AND TAILS 


his n 


LASZLO WILLINGER 


midable energy and talent; the sort of person w 


в so crowded that you wonder ხი 


al in or whether you are readin 


τε surprising to Jeta 


“ 
worked as a freelance photographer for Berliner Шик. 
trierte, Hamburger Illustrierte, and Münchener 
Tllasrere, though in the mid-1930s his photograph 
German publications were credited to Ка mother, Mar- 
gare Willinger, because he was persona non prata with 
the Hitler regime, He left Berlin when Hitler became 


Chancellor in 1933, but at hie studio in Vienna 
1933-37) he photographed numerous celebrities fro 
e, including Marlene Dietrich and Hedy 
Lamar, Sigmund Freud and Carl Jung. By the late 
1930s the Daily Express in London had published Би 


all walks o 


pictures trom Africa, Italy, India, and Russia - and the 
Spanish Civil War. He was still not yet 30. 
In 1937, five years afte Ви first Үйі to the United 


States, he emigrated and started to work for MGM 
after being ‘discovered by Е. R. Richee, a well-known 

rapber whore work appears in this 
m 1946 to 1954 be was running his own 


Hollywood pi 
book. F 


studio again, one of the caries to specialize in color 


Nx 
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photography, concentrating on Hollywood subjects; 
but after 1954 he characteristically broadened ხი fields 
of interest once more, working in an enormous range of 
advertising, portraiture, magazine work, and publicity, 

His work shows clear influences of the artistic 
ferment in which he grew up in Europe n the 1920s and 

he highly inellecrualied and formalized Berlin (and 
Soviet) school, but there is also a strong reportage 
strain. He was one of the first Hollywood photo- 
graphers to use hand-held cameras extenively, which is 
Perhaps why hi pictures are not as well-known as those 
of some others: they lack the repose thar 8 10 in. 
customarily forced on its subjects. Although he was a 


man of his time, Willinger was also, to a considerable 

halî of the rwenti 
eth century, a life that was much better fitted to the 
second half international, mulu-skilled, ever willing to 
change and learn. Others may have made their name in 


‘extent, a man who lived, in the 


Hollywood: be made his name in a dozen different 
places, often at the same ti 


мем Bergan, М Te wa ο aloe თ თი band å å 
is SA ი ორ cues αν mach елен of момен, 
an ο bene d თი maari mas Ba wa თ 
eon cost ner ы lended x Wor Tha sra ct e of 
[tind share fare ete wor fs pa 


THE THIRTIES 


THE THIRTIES 


HOW OLD CARY GRANT? 


Cary Grant 1904-86 


THE THIRTIES 


CHILD STAR 


Shirley Temple b. 1928 
Photographer: Frank Powolny, c 1936 
Degree of елеу Moderate (3 lights) 


small children w 


children 


lip, and the u 
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FALLING IN LOVE AGAIN 
Marlene Dietrich 1901-92 


Photographer Ge 


Degree of df 


IN LIKE FLYNN 
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OZ АМО ВЕҮОМО 


Judy Garland 1922-69 
Photographer: Laszlo Willinger, 1937 
Degree of dificuky: Quite easy ϱ М) 


Frances Gumm was born into а vaudeville би 


ly and appeared on 


stage when she was five, though her first movies were not made until 


she was in her teens, and only in 1939 was she given a special 


Academy Award for her outstanding performance as а 


The camera is almost certainly tilted dramatically in th 


This was partly a matter of Hollywood fashion = cameras were often 


tilted = but the trick has other uses as well. The hair can be made to 
fall forwards ог back, according 


the angle of the subjects head, 


in the frame is controlled by the camera, and 


while the apparent ang 


awkward straining of the neck, skin, and ჯი on can be avoided. To 
appreciate the true postion of the lights tilt the picture so thar the 
upper left corner is directly above the lower right corner 

With a large head portrait like this, depth of field can be a 
problem, even with roll film, and with an 8 x 10 in. camera, it would 
require considerable movements = though the use of plenty of sof 
focus helps to disguise unsharpness. This picture may even have been 
shot through gauze to soften the image XII further. 


The key is to camera ight, slightly behind Ms Garland: the shadows 


‘of the nose and upper lip reveal this, A light in a large reflector wo 
suffice. The fill is prob 


just below the camera: look at the highlights 
on the teeth and the cachlights in the eyes. For this, a rather smaller 
reflector (and a weaker light) would be needed. A third light illuminates 
the background. This is as simple as a three-light portrait can be, but it 
does illustrate the importance of lighting the background. 
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Vd ran from 1931 to 1939. Now, we embark upon 


Hollywood's epochs and to the world's concerns, The 


ast majority of Hollywood movies are, and always 
have been, escäplem; bur ar different times they haw 
provided e ви 
Tei all foo ea what a narrow world was 
inhabited by the vast majority of people viag nth 
pl living 
early decades of the twentieth century. Surprising 


"T 


many Americans (though far from all) had perceived 


y Jewish contingent, was rather more avare than 
e, where 


ine on the East C Nazi sentiments 


real, the 


mot unknown. When war came 


realistic style developed, with stills 
natch 
Vite had changed since the introduc 


Techn 
ofthe films described in the las 


and the 8 x 10 in. camera still ruled the roost. Soft 


oc was almo ten, though retouching, was 


I rampant. Lighting was in danger of becoming 


ic, to such an extent thatthe terms ‘loop’ and 


I referring to the shape of the nose 
shadow) became shorthand for wellknown lighting, 
nd 


style. Even vo, there was still plenty of varia 
until 4 x 5 in. and even төй film began to play an ever 
greater part from the Very late 19404 onward, there 
was still a very recognizable Hollywood se 

An odd aside i that although we tried to keep a 
reasonable balance between male and female ports, 
the 1930s turned ont to be kinder to men, and. the 
1940s to women. One could, of course, argue that the 


war put something of a dent in the demand for old 
fashioned action heroes at least some were sometimes 
expected by the public to stop acting and to take up in 
eal life the roles that had earned them fame and 
the silver creen 
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SCARLETT WOMAN 
Vivien Leigh 1913-67 


Photographer: Laszlo Wilinger, 1940 
Degree of dificulty: Fairly hard (4 lights) 


could probabl 
There may b 
be the result of 
white fabr 


The key is cl 
‘of the camerasubject axis, and well above the camera, The main fill is 


ის light, directly behind her, backlig 
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A GIRL IS ... A GIRL 


Rita Hayworth 1918-87 
Photographer: A. L Whitey’ Schafer, 1940 
Degree of diffculey Fary easy ( ме) 


Margarita Carmen Cansino first appeared on the stage as a 12-yearold 


and appeared 


The hair light and the kf rar 


probably the same 


high hair light. The prop behind her head is separately lit, but it is 


probably as well not to dwell on this. 


kD 
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CITIZEN WELLES 


Orson Welles 1915-85 
Photographer: Ernest Bachrach(?). 1941 
Degree of difficulty: Moderate co hard (3 Fights) 


slide pro 
Hollyw 
ofthe 


The key is 
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HE THINKS HE'S BOGART 


Humphrey Bogart 1899-1957 
Photographer: Scotty Welbourne, 1942 
Degree of безу: Moderate to hard (4 lighes) 
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CLASSICAL BEAUTY 


Lana Turner 1920-95 
Photographer ნი Carpenter, 1942 
Degree οἱ белку. Moderate to hard (3 has) 


putedly discov 


“ting school. In 1942, when she was 22 


vine and beautifully executed 
ıd. The props are, perhaps, 


second, the angled camera; and third, d 
The key light on the face is the feathered с 


and slightly behind the subject. А weaker, 


below the sho 
much to retouching 
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THE LOOK 


Lauren Bacall b. 1924 
Photographer: Bert Sx, 1945 
у: Reasonably easy (3 igh) 


Degree of dif 


104 


in 1924, he was the first head of he stills department 
in the new company: A year later, of course, Louis В. 
Mayer Pictures joined the group, to create the 
company Metro- 


oldwyn-Mayer 
rom thea until 1958, he was a staff photographer 
atthe studio. For many years, he was Greta Garbo's 


ex rapher and shot more than 


of ber. Reputedly, the 24-year-old 


Garbo sat meckly through a three-hour sesión with 
ч old Ball when they first encoun 
= 929, neither realizing that cach was 


wed to photograph her, 


ars he photographed in his 


Katharine Hepburn, Jimmy Stewart 


THE FORTIES 


are particularly interesting, ax My Swanson' inks 
with the "business" went even further back into the 
silent era than those of Ball himself, while Ms Taylor 
was still a star more than 20 years after 
own death 
Perhaps the most interesting thing about Bulls 
work is its sheer range. Unlike some photographers, 
he was both willing technically 
at least most of 
though the retouchers sometimes went 


able to make his experiments work 


the time 
то town on his negatives. Fully dressed sets, tight 
head shots, the customary languid pote, shots that 
lo 


like something from the nineteenth century, 


IK as if they were taken yesterday — 


Clarence Sinclair Bull did the lot, without 


being showy, without bombast or excessive slfpro: 


motion, and with consummate skill 


arence Sinclair Bull 1979) is, for many, che Charles M. Russell, 
greatest of the studio stills photograpl friend, and it was at hi 
technically and aesthetically. Others may have pro- man bought a Kodak 


duced individual pictures that were better, but fo езіп 
consistency, range, and sheer output, he is impossible син ლ 
to beat. Time and again, when a picture cau "When he was 20, he went to the University 
attention as we were researching this book, we found of Michigan, and while he was there he worked at 
that it was one of his. Whether it was originality of the Michigan Daily as a st 
vision or sheer technical quality = both of which are 1918, е graduated, he went to Los Angeles 
sometimes conspicuous by their absence in a surpris- and joined Metro P ant kinema νης 
ing number of Hollywood portraits = Bull kept grapher. During production breaks, he shot stills. πο πο πμ παν, 
coming up tru Bull's work attracted the attention of San per Sige es 
He was born in Sun River, Montana, and his inter: Goldwyn, who hired 1920 as a stills photo 


ed when he was 19, in 1912. raphe, and when Metro an 
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THE ROAD TO DOROTHY LAMOUR 
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++ AND TRIGGER 


Roy Rogers 1911-98 
Photographer: Roman Freulich (). 1945 
Degree of йолу: Moderate (4 ҢА) 


ho 


| REPRESENT THE PROLETARIAT 


Gene Kelly 1912-96 
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MAKE THEM BELIEVE IT 


Ingrid Bergman 1915-82 
Photographer: Not credited. c. 1946 
Degree of абслу: Fairly easy (4 ight) 


ау. es whether the audi 


ке thinks you 


are crying. Bergman made them believe it, despite what was a 


attitude to the "business." After several Swedish 
Hollywo 


Somewhat ca 


in 1938, became a star, mo 


ope 
ood star all over again after her return in 1956, 


be with Roberto Rossellini in 1948, and then be 


н 


The camera probably is not tiled; the fall o 


the Bead really was tilted. For a real He ლო 


hairstyling (even a makeover) may be essential: many female stars 


ing locks, and male stars used 


The portrait i onably tin 


around the face, illumi 


The lighting is formulaic ‘butterfly’ plus fil, with the key slightly 


to camera left and the fill just about alongside the camera on the 
right: look at the catchlights in the right eye. The line diff 


the chin is almost certainly the result of light re 


up from the 
dress. There is also а hair light, and the background appears to be sep- 
arately lit: otherwise, the band of shadow that helps to differentiate 
Ms Bergman's face from the background would be much lower. 


бажы |Б 
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PEEK-A-BOO 
Veronica Lake 1919-73 


Photographer: 
Degree of df 
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EVACUEE 
Dame Elizabeth Taylor b. 1932 


Photographer: C. S. Bul, 1948 
Degree of dificult 
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THE FIFTIES 


The dividing line between the 1940s and 1950s is by no 


means clearcut. By the late 1940 there were more 


horograpbers in Hollywood who were using 


dx 5 in. and 6 x 6 cm roll біт = but equally, there were 


those who continued 10 
1950s and even in a few cases into the 1960s. By the mid 


late 1950s too, color was becoming more and more 


important. Although this often meant а retur to larger 


ct good qual- 


formats, particularly $ x 7 in., in order to 


ay. R was a far cry from the black-and-white work 


ck and white, the smaller formats meant that 
ching was more difficult, but this did not 
+ The wh 


informal, closer to reportage То be sure, there were still 
grand set ieces like the picture of Virginia Mayo on. 
page 41, and even the той film portals were in many 
eases a Jot less casual than they seemed, bu the perfect 
“sereen god" or screen goddess’ no longer seemed to be 
the ideal, Now, the stars were portrayed more approach- 


ably; as men and women out of the ordinary certainly, 
but much more akin to the fans who went to see them. 
MI of this fired the mood of the 19505, World War 
II was over, and standards of living = not just in the 
United States, bur als in the apparently defeated Axis 
countries - were increasing as never before, The war had 
meant the destruction of social and geographical bar 
ers. People had mixed with strangers from all over the 
globe: filmmakers could XII pander to prejudices, b 


they а журе, that they 


ld not get away with the w 


had used in the рам. 
Blatant exapism, such as the musicals; could he pre 


sented in а tag almost cartoon-like form, without a 


attempt at creating three dimensional character 


but when the stars stepped down from their painted 


something akin to normal human beings. The 


å, had become much prittier and n 


Stanialavshys Ро acting, with it relance on 
emotional memory. had an enormous influencé оп stars 
who had had lile or no formal training in the стай of 
acting but XIII wanted to be taken seriously ау acto. 
Only the ерке demanded a grandeur, a sort of {дикта} 
sm, а scale as large as the recently finished war itself, 
Beides, the end of the 1950s would see a new sort of 
чм, the pop star, whose adulation would exceed 
anything that the silver screen had seen since the days 
ot Valentin 

The changes in the style of movies, the changes in the 
style of acting, and the changes in the equipment used to 
make the portraits all meant that the 1950s saw the end 
of the classic. monochrome Hollywood portraiture: 
There would still be many great pictures but they were 
πο longer Hollywood portraits: or even Hollywood style 


portraits, and so the era would end. 
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I COULDA HAD CLASS 


Marlon Brando b. 1924 
Photographer: John Engstad, 1951 
Degree of dficuly: Fairly easy (3 Who) 


1 coul 


had o 
Marlon Brand 


des! mumbled the young 
mt (1954), which bought him 
inated in 1951, 1952, and 


be found himself up against him- 
s The G 


er and Last 
Tango in Paris (Th 


though they sometime in their use 
The во lig and lip is, 
have the epi 


ately "punk! 


and ping 
and artificial 


trying can look all 


The key is high and to camera fenced by the s! 


the brow, nose, and chin; the hair appears to have been flagged off. A 


диз the hai, the left arm, 
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TWO GOOD REASONS 


Jane Russell b. 1921 
Photographer: Gene Kornman () no date 
Degree of белеу: Fairly easy (3 სით). 


ard Hughes, who gave Ernestine Jane Geraldine 
ring role (The Outlaw, 1943): There are two 


Russell her firs 


sce her? In this picture, a more 


mature Ms Russell reminds us that she al 


d a very striking and 


The camera is probably tilted, so that in the original scene Ms 


Russell's head was upright, This trick of tilting the camera allows the 


calm and elegant, rather than strained 
An interesting aspect of thi 
h almost any 


h and original as th 
jewelry and 
м all, The make 


Softar or other high-quality 
Alternatively, a cheap zoom migh 
The lighting ist 
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DANSEUSE 


Cyd Charisse b. 1922 
Photographer: C. S. Bull (953. 
Degree of dficily Easy, f you have the space (4 lights) 


Tula Ellice Finklea is one of those minor stars whom few recall in a 
particular movie, but almost everyone recalls for herself, albeit not 
under her given name. This might actually be a surer indication of 
stardom than many others 

As зо often, the melodramatic standing pose (а particular) 
requires a very attractive model or careful draping or (as in this case) 
both to make it work. In the 1930s Gerhard Riebicke photographs 

nudes were often in equally contorted poses, and awkward wrinkles 
and folds are commonplace in his work, ven with slender models. 

The lighting in both pictures appears to be identical, despite the 

xy different poses and the fact that Ms Charisse is facing in oppo 
site directions, This is an excellent illustration of the point that what 
creates apparent variations in lighting is as often the pose of the model 
as changes in the actual lighting. I also explains how so many p 
cial photographers could get away with “Мамай” phi 
apby, with the positions of their two or three stock lighting set-ups 
marked in the floors of their studios with brass-headed tacks. 

The lighting in both pictures almost defies belief, coming as it 
does from four directions simultaneously: Ms Charisse is in the mid 
dle of an X of light, coming pretty much symmetrically from camera 
left and camera right. Three = left rear, tight rear, and right front 
are set low, and the fourth, left font, is ser higher. There may also be 
separate background lights, though spill from the two rear lights 
could also do it. On analysis, there are too many shadows going in 


too many directions; but who analyzes pictures so carefully? 
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PLAYING SONS OF BITCHES 


Kirk Douglas b. 1916 
Photographer: Not credited, 1954 
Degree of байо, Fairly easy (4 lighus) 


ır Danielovitch reckoned that he had "made a career of playing 
sons of bitches; but he was hardly fair to himself, os, if he was b 
accurate, he played a surprising range of sons of bitches with some 
conviction, from Vincent Van Gogh to Spartacus 
The camera is almost certainly tilted; in ords, this на 
normal, vertical pose and if you place the upper left corner of the 
picture above the lower right corner, you will see how Mr Douglas 
was standing. When examined closely, the pose is a bit of a fraud, even 
apart from the tilted camera. If he were really pulling on that rope, 
especially at that angle, his muscles would stand out more this sort of 
thinking about when you set up this kind of shot, in 
y is slightly misrepeesented. Carry it гоо far ~ which does 
not seem to have been done here ~ and it CV 
Ici also worth remarking that he is probably I 


looking straight a 


the right οἱ the end of the rope, If he wer 
eyes would show more white. Checking things like the whites ofthe 
eyes soon becomes second nature in portraiture, but at first, it is 
something you have to think about consciously 

The key is pure sidelighting from somewhat high to camera right ~ 
the camera is tilted, remember = plos a ВИ, low on camera left, and 
two backlights from camera left (though it might just be possible to 
do it with one). The hottest highlight on his right shoulder is slightly 
too hot, and the left side of the face and neck are bright, but 
bright: backlights can often be more dramatic than seems feasible. 
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ONE WILD OAT 


Audrey Hepburn 1929-93 
Photographer: Bud Fraker, 1956 
Degree of Феу: Fairly easy (3 lights) 
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WHAT PEOPLE THINK YOU'VE GOT 


Sophia Loren b. 1934 
Photographer: Not credited, 1958 
Degree οἱ difficulty: Challenging (about 6 lights) 


Sex appeal, said Sofia Scicolone, is fifty percent what you've got and 
fifty percent what people think you've got. She might have added that 
it helps if you change your name = and that many people would be 
delighted with even ten percent of what she has 

Technically, this is one of the weakest pictures in this book. The 
pose is awkward, and there are conflicting shadows and burned-out 

as all over the place. It is also a textbook illustration of the diffi- 
culty of rendering a dark dress and a light sofa simultaneously. 

The lighting is even les desirable than the pose, Look at the two 
conflicting nose shadows and the ovelit, out-of-focus, burned-out cig 
меце, On her face there is both “butterfly and loop" lighting, a las 
sic example of two conflicting would-be keys, and the two chinches 
shadows are hardly any better: one shadow comes from the loop key 
and the other from a light almost directly above, but slightly behind. 
Disregarding Ms Lorens face = which is never easy = this later light 
could be taken as the key in a figure study, as it all too clearly deter: 
mines the shadows in the rest of the picture. 

This above-and:-behind light is probably the same one that burns. 
‘our the cigarette and the front of the couch, and overlights Ms 
Loren's left torso, though from the highlight on the left elbow, there is 
ıa fill there from camera right. Then, the shadow on the upper ide of 
the right leg and the highlights on her right ankle argue for another fill 
to camera left, and low, And finally, here is a background I 


ground bør 
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The definitive guide to recreating the Hollywood-style portrait, 
using influences and techniques from the golden age of cinema 


An in-depth analysis of 50 portraits of stars such as Marlene Dietrich, 
Clark Gable and Marilyn Monroe enables readers to create 
classic Hollywood-style portraits of their own 


Over 100 classic black-and-white portraits from The Kobal Collection, 
the world’s leading archive of cinema stills and film studio portraits 


Includes feature boxes on leading Hollywood photographers of the day 
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